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IN MAKING GUARDIANS OF THE GALAXY VOL. 2, we could have 
done the easy thing—that thing that so many sequels do—ond just 
remade the first film with slightly different plot points. Bul the only 
tradition of the Guardians is that we give people the thing they don't 
‘expect. So for Vol. 2, we created e film that was richer end deeper, and 
was centered around the Guordiens os 0 group more so than just Stor- 
lord. But where | think we took the greatest risk wos visually. | wanted 
people to be able to watch any scene from Vol. 2 and know thot it was 
© different movie with o different look ond feel thon Vol. 1. | wanted 
it to be more explosively colorful, more outlandishly science fiction, 
‘and more rooted in pulp art ond the space-opera films of the fifties and 
sixties. | put together 0 lookbook of visual cues containing old Amazing 
Stories covers; Al Williamson and Jim Starlin art; photographs | took in 
Havana of the colorul, weathered buildings there; fromes from 1980s 
Flash Gordon and Wong Kar-wai films; and so much more, 


Luckily, | had @ wonderful team of professionals around me to help 
fulfill this vision, to toke the Guordions boldly where no reccoon has 
gone before 


First ond foremost is Christopher Townsend, our visual effects 
supervisor, and the entire visual effects teams from Fromestore, Wet, 
Trixtes, Method, Animal logic, Scarline, lola, lume, and Contina 
Crective, and our in-house folks, More than any other Morvel movies, 
these people hod the most profound impact on overall look, character 
design, set design, and cinemotography. A movie of this size—toking 
place largely within a living plonet—is simply not possible with proctical 
sets, but must be built with computer grophics. The interior of Ego is 
probably the lorgest VFX set of all 


10, composed of over a trillion 
polygons. These people tackled this Herculean task with creativity and 
courageousness 


‘Andy Fark wos the head of our Visual Development team on Vol. 2. 
He ond his team were responsible for many of the choracters in the 
film—ond it's the charocters that ore responsible for ony success the 
Guordions have. 


Scott Chom 
beautiful sets in support of the vision. The interior of the Ravagers’ ship, 
the Eel 
center becouse it was too big for ony soundstages. It would toke minutes 
to walk from one end to the other. 


iss wos our production designer who built enormous, 


Jor, was composed of many attached rooms ot a convention 


Hol Tenny’s 3D fractal Mandelbrot set artwork was such a huge 
influence on our conception of Ego's planet that we hired him to help 


design the world 


Judionne Makovsky was our costume designer. Her exquisite eye for 
detall ond ability to make gravity-delying costumes is without parallel 
‘Of speciol nate is how hard she worked to create Ayasha's costume in 
her oir, the most beautiful costume I've ever seen up close, and how she 
worked with Scott to moke it connected to her throne. 


Henry Braham was our cinematographer who brought so many of 
these looks together with his use of light ond definess of movement 


Our prosthetic team at Legacy Effects—led by Brian Sipe—not only 
created new aliens and characters that inhabited our galaxy, but also 
rough! new technologies to previous characters ike Drax and Gamore 
that mode them look better ond eosier to manage. (On the first movie, it 
took Dave Boutiste nearly five hours every day to have the Drox makeup 
‘opplied; on the second film, it took under two hours 


ur storyboard artists—Bryan Andrews, Darrin Denlinger, ond David 
Krontz—are troopers of the highest order who took my rectangles 
with sub-stick-figures end transformed them into little pieces of art that 
uided our entire expedition. 


And finally, | cannot express my gratitude enough for my Morvel 
partners—Kevin Feige, Lou D'Esposito, Victoria Alonso, and Jonathan 
Schwortz—end my associate producer, Simon Hatt. Like the Guardians, 
we were thrust together over Vol. 1, but truly became a family on Vol. 2 


This book is the story of the journey to the finished lock of Guordions 
of the Galaxy Vol, 2. | hope you enjay reading it as much as | enjoyed 
toking it 


We ore Groot. 
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EGO 
THE LIVING PLANET 


“They' 
issues MANTIS 


of them that is unselfish 


in the last movie and in this one in 


of them to find that port 


Ives that's able to forgi 


that is good, to find that port of themselves that is o 


something we can all relate to, espec rom s 


‘and mos 


group of chara: 
odd. Somewher 


inside we think 
Guardians are for end that’s what they 


Yondu and Nebula, who saw minimal yet impacttul ser 


first film, also 


Gamora was port asa bit 


Producer Victoria Alonso says. "We sa 


‘one was clearly bad and the o od, Tha 


to know their past and their relationship a lit 


think growing up, the bully was actually Gamora—it 
Nebula," Gunn says. *Ne deep-seated resentment t 
Gamora comes from a place where she loves her, 
wanted her older sist her, but she neve 


a cyclical pattern of being torn apart and 


ters who love each other. 


by Thonos. It’s twe 


about accepting the fact that she loves he 


rage comes from. And | think for Gamora it's learning to love, w 


I'm not s ever really has. 


A 


the Guardians on a jo! 


1 character-centric story 


s, the 


rney into uncharted 


the tone of the narrative. "W. 


characters we k J love, which al 


outlandish places than we did in the first film," Gunn says. 


"There's @ lot out there to draw from in the comic 


says. "Th 


jot to draw from James’ imagination. Seeing th 


0 collide, | think, has been such a fun p . 
has drawn a lot of really fun, pulp im s 


colorful, the some way that movie one was." 


“We're even trying to push those colors even further, and 


make them more resonant and m: 
ool pul 


d sci-fi for a long, long 


elegant, and try to make the 


rs from the '50s and 


Alo 


world feel like those ction co 


that characte! 


THE GUARDIANS of tHe YEAR 3000 


Production Designer Scott Chambliss embraced the challenge inherent in such an 
aesthetic. “The worlds in the film are so different from each other,” Chambliss says 
“It's something | loved cbout designing the film. The opportunity to create as much of 
aco 
definitely exciting. |1 was all about evolution, We knew that one world would be gold 
and blue, ond we also already knew thot the whole Ravager world was rusty, rotten 


rast as we possibly can, fo set them off each other, is really exciting—tough, but 


factory tones and gunk. The next major piece of the evolution of what the color palette 
was had to do with Ego, which was the hardest to develop. It's such a unique piece that's 
based on something that doesn't really exis-—it's been fascinating to define what it is. It 
was @ constant process of ‘What about this? What about that? Let's try this. Let's mix that 
up with that’ Eventually it becomes its own unique thing," 


Marvel's Guardians of the Galaxy Vol. 2 boasts an abundance of intricately designed 
worlds populated with unique inhabitants, but the filmmakers also faced the challenge 
of maintaining the sense of style and tone established in the first film. The sensational 
soundtrack that acts aso heartbeat to the story provided just such a connective tissue. 
“From a character standpoint, the music is Quill's connection to Earth—and his connection 
to his mother, to the life that he left behind,” Schwartz says, “Awesome Mix Vol. 2 is a big 
player in the movie. We sow Quill get it at the end of the first film. We heard the first 
track, and it really left the audience wanting more, It's integral because it highlights more 
than the style of the film—it plays a part in the plot.” 


“The discovery of each of the songs for the audience is incredibly important to us,” 
Gunn says, “I think the songs rep’ 


ent whatever scene they're in very well, Sometimes 


they're a very accurate reflection of i, sometimes they're o counterpoint or an ironic 
counterpoint to what's occurring on screen. We're a big pop film that also has a lot of 
other elements to it, and hopefully @ lot of the songs we've chosen feel the same way.” 


What is it, though, that mokes the Guardians franchise so visually ond tonally unique 
and inspired? According to Gunn, it's all about mixing genres. "| grew up loving Hong 
Kong films, and one of the things | loved about them was they didn't care," Gunn says. 
“You want to have something that's really funny in a movie? Put something really funny 
n there. You want to have something that’s really dark? Have something really dark. 
Hey, let's put a dance and a singing number in the middle of the film. If people like it, 
why not? They really would just do whatever they had to do to entertain an audience. | 
don't think the Guardians are exactly like that, but | think | learned o lot from those types 
of films growing up and allowing myself to mix genres in a way that is hopefully very 
interconnected with a nice flow. 


“Life isn't one thing. Life isn't just a western, life isn't just o comedy, life isn't just a 
droma. It's all those things. | think that's what the Guardians are, It's a more accurate 
reflection of our real world; it just happens to be in outer space with a talking raccoon 
ond a talking tree who's, well, now more of a talking shrub. We really aren't trying to 
make anything ‘better’ with Vol. 2. | think it’s a matter of allowing us to change and for 
people to go on this journey with these characters. Some of our characters live, some of 


‘our characters die. These are all a part of life. You never know exactly what's going to 
happen in this Guardians universe,” 


CHAPTER 1 


SOVEREIGN 


WELCOME TO SOVEREIGN: a planet Pr signer Scott 
Chambliss describes as "historic art deco design blended with the 
extravagantly explosive graphic punch of Amazing Stories magazine 

vers from the 1950s." Drawing inspiration from both Cecil B 

ymbliss—along with 

sought to create a 

world that would open the film in unique fashion. Sovereign is home 

to the statuesque Ayesha and her gold-skinned cohorts—as well as 

battling 

at the onset of the film. Chambliss says that "grounding the fantasy 

culture in something accessible but not necessarily expected” was 
the greatest challenge in breathing life into the planet. 

“We're building these cultures from the ground d telling 
the audience what they're about before anyone ever says a word, 
Executive Producer Jonathan Schwartz says. “James and Scott had a 
very distin for what they wanted to do. This movie is a huge 
challenge from a design because we go to so many 
specific worlds. We never want to feel like we're floating to a world 
that's solely made up for the purposes of sci ction. There's a 
roundedness and grittiness to the life o 

ich makes it fly off the screen. S example 

that. Scott was really able to infu y with 

lity and with life 


STAR-LOAD 


REVISITING PETER QUILL'S LOOK wasn't so much 
about reinventing the wheel, but rather embracing 
ion of the character, Visual 
Development Supervisor Andy Park says, “In the 
beginning of the project, James expressed that he 
was quite happy with the way the main charai 
from the first 


a simple, natural evolu 


film looked and wasn't looking to 
revamp them in any major way. He didn't want to 
create a team look like in the comics. Even though 
they're a family, they're also individuals, He wanted 
us to explore a more relaxed look, Star-Lord is no 
longer a Ravager, but has come to identify himself 
with his signature long and short jackets. So this 


was a case where exploring looks was more about 
how to show his evolution from where he was in 
re he is now. He's saved the 
universe, is famous, and is part of a team that he 
considers hs family—albeit a dysfunctional family 
gave a slightly updated look to his jacket, and 2 
bit of a less piecemeal look. And I tried giving him 
accessories such as a scarf, necklaces, a Tshitt, 
and a gauntlet that expresses how he sees himself 
as confident, in control, and a rock star. Besices 


the first film to wi 


those looks, | had to also explore some looks with 
the signature blue, 


"THE AERO RIGS HAD TO FEEL 
equally iconic and heroic, as well as 


fit with al haracters from Rocket 


to Gamora and not feel out of place,” 
Visual Development illustrator Rodney 


Fuentel 


says, "| wanted them to 
feel in the same technologie world as 


Star-Lord’s he 


et. | created a lot of 


nt looks playing with different 


d configurations of 
mechanical elements to figure out what 


would work best not only in look, but 


also in practicality. James Gunn offered, 


a lot of great feedback in order to hone 
a final design. We worked with 


cy Effects to realize my design in 


3-D and eventually fabricate them as 


AS WITH STAR-LORD, GAMORA'S NEW LOOK was Z: 


[Saldana] actually came in with some good ideas 


attitude sonality, a major having ut up, sort of like a ‘punk 


| wanted something 
The stitching and 


James 


ostume is really just a vest and 
—very grounded, jon-super 


y what James asked 


GAMORA IS NO LONGER the 


GUARDIANS OF GALAXY VOL. 2 


represents Prop or John Eaves’ 


eighth film working with Prop Master 
9 


sty rifle 


Russell Bobbitt, "He had me start 


of differentweapons, 


yall kinds of heavy and multiple-barrel 


had about 30 con 


director all came down ani 
Russells labyrinth of toys af 
happens quickly, and by the ti 


Adding t 


‘AS SEEN IN THE FIRST FILM, 


Cot 


EGACY CREATED A SILICON transfer system to adhere ¢ 


Visual Effects Superv 


make him gray, glue the pi 


‘ROCKET = 


LIKE MOST OF THE OTHER GUARDIANS, —*k 
oR 


VISUAL DEVELOPMENT ILLUSTRATOR first film, 
ANTHONY FRANCISCO, who tan 
Initial iteration of Baby 
3ro0t for the first film’ finale, wa: 
tasked with further fleshing out the 

character to give him even 
ality and life 


direction was pretty clear fre 


THE SOVEREIGN WORLD'S BOLD DESIGN ELEMENTS 
its populace. “Ayesha and her cult 
ay, 2 self-perception that leads them into self-obs 


short, th is, garish airheads. Th 


f@ terrified that it was going to Ic 


ut it's simple 


anything that felt 


pt the designs simple, w f adern, with touches of bi 


ation 


THE ANULAX BATTERIES are a hot commodity: An 
interdimensional monster wants to eat them, the 
Guardians are trying to protect them, and Nebuls is 
out to steal them. Rocket helps himself to some of 
the batteries, inciting a Sovereign retaliation: High 
priestess Ayesha hires Yondu and his Ravagers to 
track down the Guardiar them, and retrieve 
the batteries. The ins, for the sought- 
ly mundane, Scott 


after technology was d 
Chambliss says, "The precious batteries that power 
the Sovereign were based on big, clunky 1930s 


ue yyy 
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hing 
wanted das th 


and have her fit into a specific 


her thron a very collaborat 


wanted 


NEBULA 


Last seen commandeering @ Ravager airship after c 
to escape Ga soner of 
1 think Nebula has only changed from the first film in that at 


ting off her own 
cybernetic han 


ra, Nebula begins the film as a pris 


the end of the first movie, we see Nebula very distinctly decide that everyone 
around her is crazy,” James Gunn says. "She detaches herself from it a 
find her a couple months later after the events of the first movie, Life has 
n good to h 


She has this crappy claw hand in replacement of her 


hand t cut off in the first film, Her clothes are in tatters. In a way, she’s a 
tee dy who's just moving away from home. She's little bit rebellious 
and surly—unnecessarily surly at times—but | think that's all a protection for 


something that she has here that’s a little softer than that 
Nebula w 


3s definitely my favorite character to concept-design in the first 


axy film,” Andy Park says, “In this story, only a couple 
months have passed. | did a few takes on her tattered-up costume she was 


already wearing, as well as a new hand—or a very rudimentary claw, in this 


case, due to her chopping off her hand durin 


er fight with Gamora in the 


first film. | was then able to explore de: 


gning what her new hand, given to 
her by the Ravagers, would look like. | wanted there to be a clear feeling of an 


something that felt possibly even more high-tech 
than her arm. Later in the film, Nebula is outfitted in a Ravager costume that 
Judianna [Makovsky] and her team designed, 
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"JAMES WAS EXTREMELY SPECIFIC with the pilots, much like he was with 
the citizens of Sovereign 
streamlined and simple—no patches or insignias, just tight-i 
suits, We actually explored quite a few different looks in the be 


* Judianna Makovsky says. "He wanted the suits 


ning, but 


it was all too much. Working with James is great in that way: His direct 
informative, and he knows exactly 
color, The functionality of the pilots, their placement in the pe 


hat he wants—es 


more important part of their design. The clothes didn’t need to be distracting: 
they needed to accentuate the actian of the character.” 


"THE INTERESTING DESIGN CHALLENGE creating 
the Envoy robots was combining the pulp idea with the 
aesthetics of the Sovereign, as well as keeping in mind 
the soldier aspect of their function," Rodney Fuentebella 
says. "The design shapes and body types were an open 
sandbox, although James cited early on that having the 
pilot's face visible in same type of screen wauld be an 
interesting element to add—not necessarily having a 
physical pilot inside the robot, but piloting it remotely 
somewhere else on Sovereign. | wanted to have them 
look functional while paying homage to the silhouettes 
of B-movie alien robots. Working on the Envoys was a lot 
more exploratory than previous mech designs, such as 
lon Man, seen in the Marvel Cinematic Universe. They 
were quirky and full of personality.” 
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CHAPTER 2 


BERHERT 


WELCOME TO BERHERT: a vibrantly lush 


a 


“THE BERHERT SET WAS MOSTLY PRACTICAL—the trees were about 
25 to 35 feet 
feet tall,” Visual 


ut the trees you see in the film are about 40 or SO 
Hects Supervisor Christopher Townsend says. “We 
didn’t have stages that tall. So the set was constructed with cut-off 
trees, and we extended the treetops digitally in postproduction. We 
also added a few trees where we couldn't physically have trees on the 
set to make room for camera movements—or if there was a piace that 
felt sparse, we introduced some digital trees to fill in the space. We 
added additional foliage and atmosphere, such as falling leaves and 
branches. It's always great to have a basis of reality that we can hold on 
to as we introduce all of the CG elements.” 


{GO IS AN INTERGALACTIC ADVENTURER ir 


yy who's gone to many, many different 


ids and many different planets," Jonathan 


wartz says. "He has had his own kinds of 

adventures, not dissimilar to what the Guardians 

ne through." And much like the Milano, 

go's ship reflects the personality of its pilot. 

Ego’s world is organic and free-flowing, largely 
constructed by Ego himself. His simplistic, egg 
emt a similar_dynam 


This is another exa 
cylindrical shapes in this 


Ego’s design 
his ship naturally took shape. 


ges from the high 


“FOR THE AUDIENCE TO SEE AND UNDERSTAND Ego as 
Quills father, he had to be strong and charismatic,” Jackson 


ze says, “The fact that he is also a planet, and an explorer of 


new frontiers, had to be factored into his look, as well, We 


discovering Ego along with James. Character n 


res were updated 


frequently, so our designs had to reflect amic—resultin 


in lots and lots of designs. We tried clothing made of and gr 


by his planet, then looks that invoke a glamorous space rod 
Also, we took st: 


sci-fi suits, All the while, Ego’s own planet was coming into cleare 


5 at frontier space co 


boys and iconic class 


and clearer focus from the Art Department—which helps 


understand Egc well, Toward the end, a few 


ideas and visuals that James liked through the design process 
carried over in other ite 


ons. The ‘frontier space cowboy’ look 


evolved with elements of his plant 


m language. An attitu 


and space-weariness was captured, resulting in a d 


t Russe 


ich more compelling, 


hopefully speaks to Ego's travels and origin. To have 
play this 


er just made his loot 


groundes 


4 with warmth and humanity. 
Kurt Russell is a naturally likable guy," Director James 


says. "He told me a story about when he was about to shoot 


Escape from New York, which was one of my favor 
9 
likable, Why are 


kid. The studio heads were read 


\@ script, and they're 
This character is comp! 


going to care 


about this movie?! Kurt ‘Because he’s played by me, and 
I'm just a naturally likable guy.’ That's exactly who he is, bath in 


person and on screen, | think that is something that was necessary 


for Ego to come in, and the character does have an ego. Chris 


Pratt and | have talk 
our egos. I 
at was so successful, anc 


bout this from 
bout tl 
10 stay down 


1e very inception 


idea: It's abo! 


e fact that we made 


arth and remai 


yi 
who we are as human beings—and not letting the 


go side 


over, because it can ruin a person's life. So, yes, this movie is about 
a father and a son. But it's also really autobiographical about me 
and Chris and Zoe and Dave, who have been through this journey 
together and are naw going to the next step. 


MANTIS 


THE EMPATHIC ALIEN MANTIS 
antage of working oF 


right 


hand. a Guardians 
cters are all 
Sot 


of the Galaxy film is 


Andy Park says. 


hing their look and feel. We're 


mic-book counterparts 


films, Mi 


tof production. 


k on designing a character, we 


uch information 


on what to expl 
tis, James knew three things from the 


10: one, he wanted to cast an Asian actress; 


get 


he wanted us to explore the insectoid aspect 


of the character; and three, he didn’t want her 
to be green like in the comic books (for obvious 
reasons: Gamora). | explored a variety of designs 


staying in a range that kept her attractive, yet 


ike quali 1 heavily on 


nic-book source material. | know there's at 


one hardcore Mantis fan out there, so | have 


“IF YOU TALK TO ANY ARTIST, he/she will tell you 
that during their school years, they would always 
doodle along the margins of their paper during 
class," Andy Park says. “Well, early in the pre- 
production stage of this film, | had a story meeting 
with James and several other crew members, and 
during that meeting | did what | do best: | doodled. 
Specifically, there was talk about Mantis and her 
role in the film. So while the brainstorming and 
discussion went on, | sketched out some thoughts 
| had on Mantis, Some of my best ideas are found 
in the margins of lined paper or on Post-it notes.” 
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“DESIGNING CHARACTERS 
COLLABORATIVE and goe: 
bsequent department 

f making th 
It starts with us [Visual 
the costume designer 


s the costume 


ith the feel necessary for her 


like Mantis, there 


her alien, At this stage, 
lik ial f 


implified. And once P 


The same thinking applied to her s 


fe explored the whole gam 


day it was 
that her natural —alon 


simple pra fects, hair, 2 


James started to 


“HAVING ROCKET STALK HIS UNSUSPECTING PREY from 


vided an opportunity to use a dramatic ang! 


the moment,” Visual lopment llustrato 
By creating a murky forest with undefined 
nfusing textu 


page 


eo, ¢ «," eon y 


=~ 


STRAPPED TO THEE THRE TRUNK VAWSION 


"ROCKET HAS ALWAYS BEEN 


of laxy uni 50 i 


had to come up with a few 


ies of darts, mounted 


the boxes 
ost of the 


rather long needle coming off of 
n. Next car 


a slew of versions based on video-game controllers with @ 
ass of piping and wires. As in all of Rocket's devices, they 
ure style of elements massed together, 


red to make all the elements work 
robably the one prop we drew more 
piece for the film. We added a 
ation light in the center. To 


er the sticky discs, wealso carne up with awristremote that 


and in the 


style pie 


1d we had come up with a long brac 
ith all the electronics in an open area on the top.” 
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CHAPTER 3 


CONTRARIA 


WELCOME TO CONTRAXIA: a neor-laden tundra where 
debauchery rules, most notably at the Iron Lot 
is the red-light district of their galaxy, populated by pirates, 
criminals, and other riffrafi—each looking for | 


brothel. "Contraxia 


n robotic places, 
Production Designer Sc 
fun, just like everything that takes pla 
“exploited the contrasts" between Contraxia's desolate landscape 


t Chambliss says. “It's raw and colorful and 
there.” Chambliss says he 


and fluorescent cityscape, all neon lights and tacky facades. "If 
you're going to make a playground for space pirates, who designed 
iv? What's it made of? What are they comfortable in? The first thing 
that came to mind to me was a whole yard of repurposed junk— 
where old spaceships are cast away, where industrial materials that 
aren't of use anymore are just left to rot. My thought was that these 
guys or their friends made it themselves. Basically, somebody who 


was enterprising realized there was no good place to hang out 
anywhere. So he or she just looked at what was around and started 
cobbling it together, You can think of how Times Square used to be 
back in the '70s and ‘80s, or various European districts that are all 
about people gathering and interacting. And like Las Vegas, aften 
there's neon—it’s a lure to get people in.” 


THE RAVAGERS' BLUE-SKINNED LEADER, 
Y retu 8 fe minimal and to 


sci-fi element of the fin 


to make sure the design was different and more 


FOR A RAGTAG BAND of n 
are deceptively uniform. "The Ravagers are like an outer-spac 
motorcycle gang; that’s kind of 
if 
int shapes of garment that 
tailor to each person an ferent details to individualize each 
Ravager. In the first film, ther 
a challenge—how to adapt the look for 
different colors. The red seemed to work reall 


but James mentioned he wante 


really worried me at first. How do you make that lo 
surprisingly, in the end, th Ravagers were almo: 
mes has such @ 


his nice, A lot jon't go there, 


liberating that | can experiment with all this col 


TASERFACE 


A FEARSOME, MECHANICAL MANIAC in 


“MY CONCEPTUAL ANGLE on Taserface was 


about trying to incorporate the source materia 


ith what the story needed," Concept Artist 
says. "I had to mak 
ere enough nods to what he look 
hile giving him the 
that had been established in 
ous film. Part of invoking his comic-b 


was integrating advanced te 


HOWARD THe DUCK 


STAKAR 


“FOR THIS DESIGN, w 


IN THE COMICS, CHARLIE-27 


the film franchise. That meant findin 


y to integra 
patchwork on 


the strong 


The chest armor she wears in the comi 
ven a more piecemeal, weathered 


treatment to give her a little history. | also 


did a number of passes on hairstyles to 
accentuate her character. Jame cif 
s in the later design 1 
hair that covered her fac 
nality to this char 


“PART OF THE FUN 
the opportuni 


the Guardians of the Galaxy world is. 
to introduce new alien characters, and that 
these characters can be creatures or anything nonhuman 
Visual Development Supervisor Andy Park says. 
‘Mainframe was described to me by James as being jus 


in look, 


box ora head of some sort. This in turn could be plugged 
to different objects that she could control, 


Visual Development illustrator Tully Summers 


worked with Park to conceptualize the design. “The 
design brief for Mainframe was to come up with a 


Flash Gordon/pulp-style robot head that sits independently 


on a table, and has the ability to plug into and control 


different bodies and vehicles,” Summers says. "The 
challenge was to design something that could emote and 
to aid in emoti 
base tha still 
ple around the 
id eye shutters that would 


portray character without the use of ab 
gestures. | settled on a swiveling ne 

jet Mainframe turn her head to focus on 
table, 2 mouth-gill light set, 
change shape to portray different expressions. Junior 
Mlustrator Melissa Encinas did a brilliant animation test 
James requested 
used in a cage-lke cube that 


that proved it could successfully emor 
Mainframe's head be 


could be picked up and plugged into her various bodies." 
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"JAMES WANTED TO STICK 


THE 


ECLECTOR 


YONDU'S SHIP, THE ECLECTOR, helped save the day at the end 
of the first film by delivering Ravager reinforcements to Xandar 
during Ronan’s attack. industrially strong and dynamically eclectic 
in its design, the vessel mirrors its crew. Scott Chambliss was eager 
to explore additional detailing to add even more character to the 
ship. “The wonderful Eclector design from the first film didn't need 
fussing with—but because I'm a designer, | can’t help myself, What | 
chose to do was to create a vocabulary of negative spaces within the 
previously overall solid mass of the ship. The point was to give the 
ship a more detailed, sculptural quality, one that would support the 
visual concept of the great big hulk’s ability to separate into smaller 
ships—or Quadrants—that could function independently of each 
other 


ship's interior features sleeping quarters, control rooms, and 
prison cells—and, of course, a bar. Chambliss embraced the Ravager’ 
collective personality to determine the tone and atmosphere. "The 
Ravagers are intergalactic, rust-bucket pirates picking up whatever 
they want, wherever they want. They're attracted to shiny things, 
and they don’t bathe. All that adds up to the Eclectors color and 
texture palette. 
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“THIS KEYFRAME MIRRORS the 
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NEW QUADRANT SHIP - DETACHES FROM LARGER CRAFT 
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POINT-TO-POINT PORTALS used to traverse space by those with 
the navigational skill and proper technology, these gates were 
placed eons ago by galactic travelers, "The idea was initially 
conceptualized in the script, but VFX visually created the design,” 
Visual Effects Supervisor Christopher Townsend says. “We wanted to 
build something that had a flashy, almost holographic look, but stil 
felt like it existed—even if for just a brief moment—in the real world. 
We wanted something violent, elegant, and transient, while giving 
usa glimpse into the worlds beyond the gates.” 


CHAPTER 4 


WELCOME TO EGO: the living planet—a colorful, expansive 
environment where nothing is what it seems. "We started with 
ene fundamental conception: that Ego and his planet were an 
ultimate manifestation of self-created nature,” Production Designer 
Scott Chambliss says, "After less-than-exciting development in 
that direction—it all seemed too familiar—James jettisoned that 
approach, He then redefined Ego as a manifestation of divine light, 
Which freed us from the constraints of visualizing nature in a familiar 
way and plunged us deep into a world of creative visual abstraction 
to define the man and the planet. Coming up with something that 
has uniquely impressive qualities is always the most challenging 
task in designing science-fiction worlds, as it seems virtually 
everything has been done before. Determining a storytelling logic 
that an audience can grasp when faced with visual abstraction is the 
accompanying challenge in this task 

“The imagery must speak for itself, but keep this in mind: The 
design of Ego is intended to be experienced by the viewer in an 
entirely subjective manner. Any associative meaning a viewer may 
come up with comes purely from his or her awn perspective. That is 
one of the appeals of designing abstraction worlds.” 
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GUARDIANS OF THE GALAXY VOL 2 


“ONE OF THE CIRCULAR SECTIONS and 
part of one of the towers were built, but the 
rest was virtual; for one section, we moved 
the whole scene outside, replacing everything 
except the actors,” Townsend says. 
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"EGOS GRAND SPACE is more of amuseum of 


"In the original 
murals depieting « 


the film went on, with us cor s X connect 2 d rom v a lopment Illustrator Anthony Francisco says. 


Christopher Townsend janet, i fe, while looking at the human nervous system 


subtly shared as 


"JAMES WANTED TO DIRECTLY 
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"CONCEPTUALIZING VARIOUS POWER 


various transformations, for Ego 


was something | spent a lot of time on 
Visual Development ius 
Fuentebella says. “As he evolved as a 


ator Rodney 


character, as his world evolved, itpr 


ented 
new opportunities for integrating different 
aesthetics. | wanted him to feel like he was 
in complete control of everything around 

if 


him, It made him increasingly danger 
everything around him is at his dig 
a weapon, it adds a level of unpredictability 
to his character. 
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"IT'S ALWAYS FUN when you're working with 
somebody who is the creator, when you're 
working with someone who understands 
it better than anyone ever will,” actor Kurt 
Russell says. “I've been fortunate to have 
many opportunities to do that with writers 
directors, and filmmakers who were creating 
their story, James is that guy. | was always 


able to ask questions. | was able to create 


with him, corroborate, collaborate—end do 
it comfortably, because he’s the father. This 
story is his choice. It came down to some very 
interesting points of view, ones that | found 
challenging and was also able to challenge. 
James has confidence and integrity with glints 
of openness in his eyes. It made creating a 
character that much more satisfying, because 


We were doing it together. 
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"AN EARLY DRAFT OF THE SCRIPT 


where @ room in Ego’ 


learning from Yondu, gen 
was an important ston 


"JAMES IS A PROFOUND THIN! 
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“THIS KEYFRAME WAS 2 mament James thought 
would mirror 9 similar scenario from the first 
film, but in reverse,” Andy Park says, “In the first 
film, Groot grabs Rocket and runs away from the 
explosion. This time, it's Rocket's turn to be the 
protector.” 

“My job was mostly to find the right pose, as 
well as doing the painterly part,” Michael Kutsche 
says. “it's a fine example of true buddy love.” 
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MARKETING 


SINCE BOLDLY PROCLAIMING “You're \ 


poster, the marketing for Guardian 


attitude, character, and color. "I 
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significantly its s 
the Galaxy Vol, 2 


by || 


Wale amen, Pd 


eal 


ee 


SS Be ss 
K %: 
-~» a 


y+ 


THE FIRST PIECE OF CONCEPT ART for Guardians 
xy Vol. 
‘on. Illustrated by Visi 
Supervisor Andy Park, the image show 


revealed at the 2015 San 


evelopment 
5 the film's 


returning characters, as well as newcomer Mantis. 


‘3 moment within the planet's 


belly where they 
evil that threater 
(of course!)," 


gether to fend off the 
the galaxy as we know it 
entially also welcomes 
Mantis and Yondu to 


seam. For 


purposes, this image is...Guardians o 


EXCLUSIVE 
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GUARDIANS OF THE GALAXY IS RISKY. 


But then ag: el Studios isin an aii jeer 
matic Univentel It uns model that ever : ears. Ke’ Louis D'Esposi 
tine th, we read the stories of our favorite indivic d Along ate the other t ains of the ship that is, 
a ones jarvel Studios, Its their leadership that fed the studio to ha 
: ae one seusilten tes Bo a protiy simp e f number-one hits that have sim. 
3 with son 
int in the ind tt Chambli 
- a al Effects Supervisor 
A b 1 utive Producer I 
fi J Vargas, Visual Development Coor 
edible staff at Mar 
‘ i edge the amazing group of artists | got 
Like in every film, we painted up hundr 
h 4 by James [Gunn] and the top brass at Mar 
hile oth d a lot of exploration. Ego was an 
‘ hat took a ser enaievedl Ala 
jue to th ing storyline, as well as the importance of 
h sh ° ks of so many other aspects of 
‘ char antis surprisingly found a look that wa 
k great on screen, but that will ultimately serve th 
: nt ae f them. f'n suy because | get tow 
f ppt artists in the business, A huge than 
J goes out i Rodney Fuentebella, Anthony cc 
Jered Maren in Chen, Justin Sweet, Michael Kutsche, lan Joyner, 
rn fi inas, and Con Sekeris. | hat 
' to my former lead tc ofthe 
; 5 i leamed s0 much from him, and | see him as my 
1 “ f i thank our Head of Visual 
par if it we is 
A 5 f the Galaxy was risky, It’s not anyn hat Jarr 
ne "g m ‘ ut ind it has that magic that will make people 
h . counter in this film ern wasn't 20 muc! e 8 (and som a-holes) even more. So what's next 
ate the mag ee i ethe for Mave! Studios the Galaxy? Something risky, of 
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